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Some Poetry communicates like literature some like Music or Painting. The poetry which 
communicates like literature uses literary devices whereas poetry communicating like music 
or painting uses their non-referential devices. But sometimes its boundary blurs and the 
relative importance of their component parts defines a category. Bharatmuni(2 nd century) 
defines 'Gaandharva' as a composition of Swara (notes), tala (rhythm) and paafa (words) and 
differentiates it (Gaandharva) from 'gaan' on the ground that Gaandharva gives more 
importance to 'Swara' and 'tala' whereas 'Gaan' is primarily 'pada' centered compositions. 1 
Swara and 'tala' are musical devices whereas 'pada' is literary one.Abhinavgupta(950- 
1030A.D.) later elaborates it in Abhinav-Bharati further that the importance of pada in 
gaan' is of one type whereas in 'Gaandharva' is of different type. Swara and tala are 
important in Gaandharva and since it is impossible to present it without any vehicle, pada as 
a vehicle becomes useful —that's the reason why pada is said to be felicitator 
(anubhavaka) of Swara and tala here. 2 

Another category that had been developed in Sanskrit in this context is of raga poetry or 
'ragakavya'. It can be traced at least at the time of Kohal (3 rd century), who defined and 
classified it as a subcategory of 'uproopak' and that was later quoted by Abhinavgupta in 

’Abhinav-Bharati'. 3 Abhinavgupta cites two examples of this subcategory- ’Raghav-vijay' 

and 'Marichvadham' and informs us that the former work was based on 'Thakka' raga and 
later work was composed in raga 'kukubh'. Basically, Ragakavya was meant to be enacted 

with dance-but it can be sung too as a song. It is composed in a single or multiple raga 

and 'dhruvak' or 'sthai' and 'antara' is also used in it... Jayadev's ’Gita Govinda' is a pioneer 
work in the tradition of 'Ragakavya'. 4 but before 'Gita Govinda', 'charyapada' of siddha 
poetry (8 th to 12 th century) also indicates raga and this lyric style came down to Hindi 

Poetry after bifurcating into two streams- in one stream the Sanskrit poets like 

Kshemendra and Jayadeva adopted and developed it after getting influenced by 
Apabhransha poets —this tradition was adopted from Jayadeva by Maithili poets like 
Vidyapati and that was later popularised by Krishnaite poets. In the other stream the lyric 
style of siddhas was developed by the Nath panthi yogis and maharashtrian saints that 

later came down to Hindi saint poets. So a tradition was established in north-India where 
music or raga became a part of communication-strategy; and in this regard there was no 
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difference between 'saguna' and 'nirguna'; 'krishnabhakta' or 'Rambhakta', prem-margi or 
gyan morgi. The case of Adigranth is important here to elaborate. The structure of this 
great Book is imagined by classifying its contents on the basis of various Ragas. After 
initial three vanis, the whole bulk of poems are arranged in thirty one Ragas. 7 The same is 
the case with Sindhi Poetry where “The thematic relationship between musical mode and 
sindhi mystical poetry is demonstrated explicitly in early manuscripts in which poems were 
arranged in chapters according to the sur in which they were intended to be sung. The 
first collection to be so arranged was that of Miyan Shah Inat (Inayatullah Rizvi), whose 
poems were grouped under nineteen surs. The great classical compendium of Sindhi 
mystical poetry, Shah Abdul Latif's Risalo, is arranged into thirty chapters, each devoted 
to a sur, and most of these are associated with either a specific folktale or a certain 
theme." 8 

There were, it seems two ways of presenting poetry in the North-Indian tradition-one 

way was reciting and the other was singing. Both this tradition were developed, it seems in 
the process of acquiring better skill for communication. Recitation requires familiarity with 
meter (chhand) whereas knowledge of raga is must for singing. It is no coincidence that 
before elaborating various ways of Poetry- recitation in his 'Kavyamimansa 1 , Rajshekhar(10 th 
century) establishes the importance of recitation in no unclear terms: "Experts in poetry¬ 
writing somehow may compose poems but only accomplished can recite poetry". 9 Prabandha or 
larger work was meant for recitation so prabandha like Ramcharitmanas mentions chhand's 
name whereas smaller work or muktak was for singing ; no wonder most of the Padas of 
Kabir, Meera , Surdas or Tulsi's ’Vinay Patrika' and ’Geetavali' indicates raga's name. 10 But 
both the traditions were one in aiming rasa as fruition. 

Kshemendra (990-1065A.D.) prescribes poets that they should select meter ( chhand) 
according to the described subject and Rasa in the poetry. 11 Bhanu kavi also provides a table 
of favourable and unfavourable meters according to rasa and described subject-matters. But 
he emphasizes that it is truer for Sanskrit, whereas in Bhasha, meters like boha, Choupai, 
Sorath, sawaiyya, Kavitta etc. are suitable for all kinds of rasa and subject. 12 
The question of relation between Raga and Rasa has been addressed since Natyasastra. 
When Bharatmuni discusses 'The occasions and rasa-s of the dhruva-s', he says: 

"There are two kinds of occasions: one which relates to others, and one which relates to 
oneself. 

“The Apakrsta dhruva should be sung in the karuna rasa on the following occasions: when 
captured, when obstacles are encountered, during a fall, illness, fainting or death. 

“A Sthita dhruva (a dhruva with the Vilambita laya) should be sung on these occasions: when 
in a desperate hurry, when dissimulating, when worried, when tired, when extremely 
depressed, when in despair. 
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“When these emotions are being expressed in the karuna rasa, the karuna emotions should 
be expressed in the Druta laya. 

"Grief on personally seeing someone dead or wounded should be acted in the Sthita 
(Vilambita) dhruva and the karuna rasa. 

“The dhruva should be sung in the Druta laya on these occasions: on seeing unexpected 
calamities, when intensely happy, on seeing something astounding, when depressed, when 
pleased, in anger, on seeing heroic acts, when personally reporting the heroic, the furious 
and the terrible. The dhruva should be sung in the Druta laya on occasions of excitement. 
“The Prasadiki dhruva should be sung in the Madhya laya on these occasions: when pacifying 
another, when making a request, when remembering (various things), when making an 
exaggerated speech, in a f irst meeting, on seeing the unusual in love. 

“The Antara Dhruva should be sung continuously when there is physical distress, in anger and 
when wielding weapons. 

“The dhruva should not be sung when the character enters weeping or singing, or when there 
is a hasty action, or when giving a message, or if a mishap (falling, stumbling, etc.) or 
something surprising occurs when entering. 

“The dhruva-s should thus be used after taking into consideration the theme, the region, 
time, season, the characters and emotions. 13 

The relation of a raga to the mental state is a complex albeit intriguing proposal. Acharya 
Brahaspati in his pioneering work 'Bharat ka sangeet sidhant ' proposes a clear cut 
relationship between sthayee swar, rasa and sthayee bhava: 14 [Table-1] 


Major Notes 
(Sthayee Swara) 

Rasa 

Major Emotions 
(Sthayee Bhava) 

Shadaj (sa) 

Valour(Veer),Splendid(Adbhut), 
Terror (Raudra) 

Enthusiasm(Utsah,)Wonder(vismai), 

Anger(krodha) 

Risabh (re) 

do 

do 

Gandhar (ga) 

Pathos(Karun) 

Sorrow(shoka) 

Madhyam(ma) 

Erotic (Shringar), Humour (Hasya) 

Love(Rati), Laughter (Haasa) 

Pancham (pa) 

do 

do 

Dhaivat(dha) 

Disgust (Vibhatsa),Dread (Bhyanak) 

Fear(Bhaya),Repulsion( J ugupsa) 

Nishad (ni) 

Pathos(Karuna) 

Sorrow(shoka) 


[Table - 1] 

Omkarnath Thakur, the great musician of 20 th century India once remarked that it is not 
merely the notes which produce a mood but also various other factors like graces, tempo, 
and octave levels and so on. According to him those raga-s moving in the upper octaves are 
never sombre and dignified; they express faster emotions like anger, excitement and 
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enthusiasm. Those with an emphasis on Sa-Ma relation are peaceful and mature. Raga-s of 
Khamaj group are erotic and lighter in vein. Those with ri, dha, and Ma have pathos 
predominantly; and raga-s with ri, dha, and ma show tiredness, lack of enthusiasm etc. 15 
Let us consider the poems and it's indicated raga-s of four major poets of Bhakti period — 
Kabir, Surdas, Meera ATulsidas.The 403 Padas of Kabir in Shyam sunder Das edition sixteen 
ragas are indicated, out of 201 Padas of Meera in Parshuram Chaturvedi edition seventy 
ragas are indicated; Tulsidas Geetavali (Geeta Press edition) consists 330 Padas in which 22 


Poets 

Edition 

Total no. of 
Padas 

Total no. of Padas 
in which Ragas are 
indicated 

No. of 

indicated 

Ragas 

Kabir 

Kabir Granthavali, 

Shyam Sundar Das,(ed) 

Lokbharti Prakashan, 

Allahabad 

2 nd edition2011 

403 

403 

16 

Surdas 

Sursagar Satik, 

Hardev Bahari,Rajendra 
Kumar,(ed.)Lokbharti Prakashan, 
Allahabad,Feb,1991 

343 

(Pratham 

Skandh) 

324 

28 

Meera 

Meerabai ki Padavali, 

Parshuram Chaturvedi(ed.), 

Hindi Sahitya sammelan,Prayag, 
Allahabad,19 th edition.1993 

201 

115 

70 

Tulsidas 

Geetavali, Geeta Press, 
Gorakhpur, Fourteenth edition, 
Samvat 2041 

330 

143 

22 

Vinay Patrika, Geeta Press, 
Gorakhpur,52 nd edition, 

Samvat 2057 

279 

46 

23 


ragas are mentioned and his Vinay Patrika (Geeta Press edition) consisting 279 Padas 
indicates 23 ragas; Surdas, for example if you take only first cantos (prathama skandha) out 
of 343 Padas, 28 ragas are indicated.[Table-2] 
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Kabir 

(1400-1520) 

Surdas 

(1479-1582) 

Meera 

(1498-1562) 

Tulsidas (1532-1623) 

Geet avali 

Vinay Patrika 

Dhanashree 

06 

83 

01 

03 

05 

Sarang 

02 

55 

05 

07 

02 

Bilaval 

12 

35 

03 

11 

05 

Sorath 

38 

12 

05 

13 

01 

kedar 

20 

26 

00 

28 

01 

Kanhara 

00 

19 

01 

12 

01 

Devgandhar 

00 

13 

00 

00 

00 

Ramkali 

49 

11 

01 

02 

05 

Malar 

02 

10 

01 

05 

01 

Nat 

00 

09 

00 

03 

01 

Asawari 

60 

09 

01 

08 

02 

Gauri 

00 

08 

00 

09 

04 

Bihag 

00 

01 

04 

00 

00 

Kalyan 

01 

04 

00 

06 

02 

Tori 

02 

03 

01 

08 

01 

Jait shree 

00 

02 

00 

09 

02 

Jhinjhoti 

00 

01 

01 

00 

00 

Maru 

03 

07 

01 

05 

01 

Piloo 

00 

00 

06 

00 

00 

paraj 

00 

02 

03 

00 

00 

Multani 

Dhanashree 

titala 

00 

02 

00 

00 

00 

Multani 

titala 

00 

01 

01 

00 

00 

Khambavati 

00 

01 

00 

00 

00 

Jungala titala 

00 

01 

00 

00 

00 

Gaudi 

152 

00 

00 

00 

00 

Mali Gaudi 

03 

00 

00 

00 

00 

Tilang 

00 

00 

01 

00 

00 

Hameer 

00 

00 

03 

00 

00 

Triveni 

00 

00 

01 

00 

00 
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Ahiri _ 

Nat narayan 
Bihagro 
5uha bilavali 

Gujari _ 

Vasant _ 

Bhairav 

Vi b has _ 

Lalit _ 

Vi hag bilaval 
Bhairavi 

Suho _ 

Chanchari 

Neelambari 

Kamod 

Tilang 


n 


Malkauns _ 00 

Patmanjari 00 

Gunkali _ 00 

Mand _ 00 

Dhani _ 00 

Piloo barwa 00 

Puria Kalyan 00 

Khamach 00 

Agana 00 

Pahadi 00 

Jaunpuri 00 

Sohani 00 

Bihagara 00 

Shyam Kalyan 00 

Par bar i _ 00 

Kanadi _00 

Puria 00 

Dhanashree 
Joaiva 00 













Holi 

00 

00 

05 

00 

00 

Sukh-sorath 

00 

00 

01 

00 

00 

sawan 

00 

00 

02 

00 

00 

Sawani-kalyan 

o 

o 

00 

01 

00 

00 

Bageshwari 

00 

00 

01 

00 

00 

Anand bhairav 

o 

o 

00 

01 

00 

01 

Desh 

00 

00 

04 

00 

00 

Dhun lavani 

00 

00 

01 

00 

00 

Alaiya 

00 

00 

01 

00 

00 

Prabhati 

00 

00 

04 

00 

00 

Sindhu 

bhairavi 

00 

00 

01 

00 

00 

Bhimpalashi 

00 

00 

01 

00 

00 

Kosi 

00 

00 

03 

00 

00 

Kalingra 

00 

00 

01 

00 

00 

Nat bilawal 

00 

00 

01 

00 

00 

Malhar 

00 

00 

01 

00 

00 

Chaya todi 

00 

00 

01 

00 

00 

Kanadi 

00 

00 

01 

00 

00 

Ragshree 

00 

00 

02 

00 

00 

Kafi 

00 

00 

01 

00 

00 

Hans Narayan 

o 

o 

00 

01 

00 

00 

Holi jhinjhoti 

00 

00 

01 

00 

00 

Durga 

00 

00 

01 

00 

00 

Dhamar 

00 

00 

01 

00 

00 

Sudh sarang 

00 

00 

01 

00 

00 

Chaya 

00 

00 

01 

00 

00 


[Table-3] 


As above chart [Table-3] shows, in comparison to other three poets Meera had used 
maximum varieties of raga-s though she had written minimum number of pada-s. If we agree 
to critics general evaluation and complaint of her limited experience and monotony in her 
poetry 16 ; indication of varieties of raga-a in her oeuvre is quite understandable. Contrary to 
this Kabir is considered to be well informed 17 and like Narsimha a witness of varied and most 
impossible of situations 18 but no wonder he indicates, in comparison to other three poets 
most limited varieties of raga-s. Can we draw a conclusion from this example that indication 
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of raga-s had different meaning for different poets? For someone like Meera, it was a 
device, it seems to compensate one's limited experience and exposure; since every raga has 
a distinct form that interprets or colours the sensibilities of the text in a distinct way ;so 
consequently the varieties- in raga-s turn out to be varieties -in -sensibilities. Whereas 
poets like Kabir, Tulsi or Surdas draw no extra weight or attention to it as its quality to 
expand the sensibility is not much needed. This argument can also be substantiated by the 
number of raga-s specific to individual poets—in case of Meera ,its number is fifty whereas 
Surdas has six and Kabir <& Tulsi three each. [Table-4] 


Poets 

Five Most Preferred Raga-s in terms of its usage 

No. of Ragas 

Common 

among 

All four 
poets 

No. of 

Ragas 
specif ic to 
Individual 
Poets 

Kabir 

Gaudi 

(152) 

Asavari 

(60) 

Ramkali 

(49) 

Sorathi 

(38) 

Bhairav 

(37) 

09 

03 

Surdas 

Dhanashree 

(83) 

Sarang 

(55) 

Bilaval 

(35) 

Kedar 

(26) 

Kanhara 

(19) 

09 

06 

Meera 

Piloo 

(6) 

Sarang 

(5) 

Bihag 

(4) 

Sorath 

(4) 

Bilaval 

(3) 

09 

50 

Tulsidas 

Kedara 

(29) 

Bilaval 

(16) 

Kanhara 

(13) 

Gauri 

(13) 

Jaitshree 

(11) 

09 

03 


[Table-4] 


Common Raga-s 

Kabir 

(1400-1520) 

Surdas 

(1479-1582) 

Meera 

(1498-1562) 

Tulsidas 

(1532-1623) 

Dhanashree 

06 

83 

01 

08 

Asavari 

60 

09 

01 

10 

Sarang 

02 

55 

05 

09 

Sorath 

38 

12 

05 

14 

Ramkali 

49 

11 

01 

07 

Bilaval 

12 

35 

03 

16 

Malar 

02 

10 

01 

06 

Maru 

03 

07 

01 

06 

Todi 

02 

03 

01 

09 


[Table-5] 
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The Common ragas among these four major poets of Bhakti-period are: Dhanashree, 
Asavari, Sarang, Sorath, Ramkali, Bilawal, Malar, Maru and Todi [Table-5], There are two 
issues here: first either we see the structure of a particular raga, what it expresses' by 
its constituent notes and then see its concordances with the contents of a particular 
poem in a synchronic way or secondly try to perceive a particular raga and corresponding 
particular poem in a diachronic setting since neither raga's structure nor poem's meaning 

is static. To acquire the data for this later approach is very difficult-it is almost 

impossible to ascertain the very structure of the raga-s during the medieval 
performances and how our Bhakti poets perceived it at that point of time to determine 
their poem's communicability in it. From early twentieth century, when gramophone 
companies started recording here we have enough data that shows that singers hardly 
followed the indicated raga-s for their renderings of Bhakti poets. May be, Change in 
sensibilities has changed the meaning of the poems or interpretation of raga-s or perhaps 
both. Let us see the example of raga Bilawal. Bilawal is a morning raga to be sung in 
between 6to9 A.M. preferably in rainy season with a feeling of deep devotion and repose. 
It was a popular raga in the medieval period .No wonder Over 170 hymns were composed 
to this raga in the Adi- Granth by Guru Nanak, Guru Amar Das, Guru Ram Das, Guru 
Arjan and Guru Tegh Bahadur. It became later a basic thaat (musical mode) in Hindustani 
classical music. Bilawal is considered by most to be of Sampurna - Sampurna jaati. 
However, some are of the opinion that it should be considered Shadav - Sampurna due to 
the weakness of its 'Ga' in the arohana. In its Aro/ia(ascending)5a Re Ga, Ma, Pa, bha, Ni, 
Sa,swaras and in Awaroha(descending) Sa, Ni bha, Pa, Ma Ga, Re Sa swaras are used; its 
vadi is bha and samvadi- Ga and chalan or pakad is : Ga Re, Ga Ma bha Pa, Ma Ga, Ma Re 
Sa. 

Tulsi Das's 'Vinaya Patrika' begins with a hymn to lord Ganesha in this raga: 

*nfTT dlHMfrl I TraT^t-HTgTTI I 

O 

s c o o 

O s O s 

3TRTHHcHl^'dTTf SR^flt I TfTTRII 19 

O 

Surdas also begins his manglacharan in raga Bilawal: 

TRTT ^FTTcT TT^T |3TT£T pFTTT tRT fatft TR ^ 11 20 

c o o 

Meera's Raga Bilawal starts 

3TTcfr <hh'<hY^<hi"v^ jfrSt sjtfr ^tti i n 
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<s|IcHM< hT# (Jlrl <rllT£ 3IRfr 21 kl did I 

f^T Tfl% TRTJT WT fit Sl^Mof I 

sfirr^^^3 t? sjid-Ti, sivdii stcT i Moo ii 21 

Kabir pada in rag Bilawal is as follows: 

sTR" ^TT 3 tT d l u l Jllcl, 3TT d li^-l £tcl TT^T3 tT M|c| |i<t> 11 22 

O O 

If we analyze these poems, there is a kind of similarity in their contents as well as in their 
forms and it can well be suited with its indicated raga as defined above. But in present time, 
take for example Tulsidas first Ganesha hymn that is very popular across the musical genres 
hardly anybody sings it in raga Bilaval. Three symptomatic examples can be cited: first 
Ashwini Bhide's rendering in rag Bihag, 23 second Pandit Rajan and Sajan Mishra's in rag 
Kirwani 24 and thirdly Ahnmed Hussain and Muhammad Husain's 25 in rag Marwa. Let us see and 
compare these three ragas with the raga Bilaval: 


Raga 

Nature 

Jati 

Singing time 

Bilawal 

devotional 

Sampurna - Sampurna 

Morning 

Bihag 

serious 

Audav-sampoorna 

Late night 

Kirwani 

melancholic 

Sampurna - Sampurna 

Mid-night 

Marwa 

contemplative 

Shadav-Shadav 

Sun set 


[Table-6] 


All these three raga-s, as table shows are so different in nature that its suitability for the 
above mentioned poem could be analyzed only on the ground that raga is too like a poem and 
that can be interpreted in multiple ways. But question remains what purpose it serves for the 
communication of the poetry or of raga— is it poetry in raga-s or raga-s in poetry? 
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